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J A M E S W I E R Z B I C K I
IN terms of the satire it would provoke, the most important event of the1722-23 season on the London stage was the debut of soprano Francesca
Cuzzoni. Born in Parma around 1700, Cuzzoni had achieved a prominence in
Italy after her 1718 debut in Venice in Carlo Francesco Pollarolo's Ariodante.
She arrived in London in the middle of the 1722-23 season and promptly mar-
ried a harpsichordist named Sandoni. Shortly afterward, she was engaged by
the Royal Academy of Music for the premiere of Handel's Ottone, the first new
opera of the season; the opening performance took place on 12 January 1723,
and with it Cuzzoni immediately captured the attention of the London audi-
ence. Newspaper accounts that followed her first few performances suggest that
her appearances were quite out of the ordinary. The Daily Journal of 14 Janu-
ary 1723 reported that "on Saturday Night, his Majesty was at the Opera . . .
and Signiora Catzoni, newly arriv'd from Italy, perform'd for the first Time, to
the Surprize of the Audience, which was very numerous."1 Five days later, the
London Journal noted that at the second performance oiOttone (on 15 January),
the tickets, which were usually priced at a half-guinea, "sold that Day and the
day preceding, at 4 Guineas each."2 According to the same newspaper, "the gen-
try seem to have so high a taste of her [Cuzzoni's] fine parts that she is likely to
be a great gainer by them."3 And the playbill for the third performance (on 19
January) included this message to patrons: "Upon Complaint to the Royal
Academy of Musick, that Disorders have been of late committed in the Foot-
men's Gallery, to the Interruption of the Performance, This is to give Notice,
That the next Time any Disorder is made there, that Gallery will be shut up."4
Signora Cuzzoni does not seem to have been an especially attractive woman.
Horace Walpole, whose politics were soon to be satirized in John Gay's Beg-
gar's Opera, saw her perform in Handel's Rodtlinda during the 1724-25 season;
he described her as being "short and squat, with a doughy cross face."5 Nor was
her temperament a likable one: when rehearsing Ottont she apparently refused,
for some reason, to sing the aria "Falsa immagine" (which later proved to be
the opera's most popular aria), and Handel convinced her to cooperate only by
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threatening to throw her out a window.6 And by most accounts she was not a
particularly effective actress.
Cuzzoni could sing, however. The German composer Johann Joachim
Quantz, who heard her perform in London during this period, related details
of her vocal abilities to Charles Burney. Quantz told Burney that Cuzzoni
had
. . . a very agreeable and clear soprano voice, a pure intonation and a
fine trill. Her compass extended two octaves, from C to C. Her style of
singing was innocent and affecting. Her graces did not seem artificial,
from the easy and neat manner in which she executed them. However,
they took possession of the soul of every auditor by her tender and
touching expression. She had not great rapidity of execution in
allegros; but there was a roundness and smoothness which were neat
and pleasing.7
The impact of Cuzzoni's presence on the London stage was enormous. She
appeared in the three other new operas that filled out the 1722-23 season:
Ariosti's CorioUmo (premiered on 19 February 1723 and repeated twelve times),
Bononcini's Erminia (premiered on 30 March 1723 and repeated seven times),
and Handel's Flavio (premiered on 14 May 1723 and repeated nine times). Her
successes were duly noted in the press. During the CorioUtno run the London
Journal reported that "the new Opera Tickets are very high, and like to con-
tinue so as long as Mrs Cotzoni is so much admired."8 A few weeks later, the
newspaper said of an Ottone performance given for her benefit that it was "a
considerable Benefit... to her indeed, for, we hear, that some of the Nobility
gave her 50 Guineas a Ticket;"9 of the same performance, the Daily Journal
reported that "the Benefit of the famous Seignora Francesca Cuzzoni.. . we
hear amounted to upwards of 700 £."10
Cuzzoni sang in all five of the new operas presented during the 1723-24
season; these were Bononcini's Farnace (premiered on 27 November 1723 and
repeated six times), Ariosti's I Vespasiano (premiered on 14 January 1724 and
repeated eight times), Handel's Giulio Cesare (premiered on 20 February
and repeated twelve times), Bononcini's Calfurnia (premiered on 18 April 1724
and repeated ten times), and Ariosti's Aquilio consolo (premiered on 21 May and
repeated three times). She also sang in the revival of Ottone (performed six times
during the 1723-24 season), and it is likely that she participated in the one-night
revival of CorioUmo on 17 March 1724 that was a benefit for her rival, the soprano
Margherita Durastantd.
Durastanti had been the leading soprano of Handel's Royal Academy of
Music opera company since 1720, and she lasted only one year after Cuzzoni's
arrival. She went into retirement after the 8 June 1724 performance of'Calfur-
nia^ singing on that occasion a farewell song with words written especially
for her by Alexander Pope:
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Generous gay, and gallant nation,
Bold in arms and bright in arts;
Land secure from all invasion,
All but Cupid's gende darts!
From your charms, oh who would run?
Who could leave you for the sun?
Happy soil, adieu, adieu!
Let old charmers yield to new;
In arms, in arts, be still more shining;
All your joys be still increasing,
All your tastes be still refining,
All your jars for ever ceasing:
But let old charmers yield to new;
Happy soil, adieu, adieu!12
The music for this song has not survived, nor is it known who composed it.
But the lyrics are genuinely touching and sincerely intended; a few years later,
they were transformed into a tartly anti-opera burlesque by John Arbuthnot:
Puppies, whom I now am leaving,
Merry sometimes, always mad,
Who lavish most when debts are craving,
On fool, on farce, and masquerade!
Who would not from such bubbles run,
And leave such blessings for the sun?
Happy soil, and simple crew!
Let old sharpers yield to new.
All your tastes be still refining;
All your nonsense still more shining:
Blest in some Berenstadt or Boschi,
He more awkward, he more husky;
And never want, when these are lost t'us,
Another Heidegger and Faustus.
Happy soil, and simple crew!
Let old sharpers yield to new!
Bubbles all, adieu, adieu!13
For the two seasons after Durastanti's retirement, Cuzzoni had the London
stage almost to herself, her only competition coming from the popular mezzo-
soprano castrato Senesino. During the 1724-25 season she sang in four new
works (Handel's RocUHnda and Tameriano, Anosvi'sArtasersc, and a pastiche by
Leonardo Vinci and others titled Elpida) and in the season's only revival (Giulio
Cesare). During the 1725-26 season, Cuzzoni appeared in another revival of
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Ottonc and in the premieres of an anonymous opera entitled Elisa14 and two
more works by Handel (Scipione and Alcssandro).
The production of Alcssandro (on 5 May 1726) introduced a new Italian singer
to the London audience. She was a mezzo-soprano, and her name was Faustina
Bordoni. Faustina —during her London career she used only her first name—
was a native of Venice and, like Cuzzoni, was born sometime around 1700. The
two singers had known one another at least as early as 1719, when they both
were performing in Venice. That acquaintance was hardly a cordial one, how-
ever. A very young Faustina had made her debut in Venice in 1715, and the arrival
of Cuzzoni three years later sparked a rivalry that lasted throughout their years
in London.
Whereas Cuzzoni's debut in London took the audience by surprise, Faustina's
reputation preceded her to the English capital. In its report of the Cuzzoni
benefit performance of 26 March 1723, the London Journal noted that "as soon
as Cuzzoni's time is out we are to have another over; for we are assured
Faustina, the fine songstress at Venice, is invited, whose voice, they say, exceeds
what we have already here."15 A year later, on 18 March 1724, a notice appeared
for a concert of instrumental music at the Haymarket Theatre, "by Corbett on
the Viol de Vevre, a particular New Instrument, never yet heard of in England,
after the New Manner of Signiora Faustina."16
Quantz gave Burney this description of Faustina's singing:
Faustina had a mezzo-soprano voice that was less dear than
penetrating. . . . Her execution was articulate and brilliant. She had a
fluent tongue for pronouncing words rapidly and distinctly, and a
flexible throat for divisions, with so beautiful a trill that she could put it
in motion upon short notice just when she would. The passages might
be smooth or by leaps or consist of iterations of the same tone. She
sang adagios with great passion and expression, but was not equally
successful if such deep sorrow were to be impressed on the hearer as
might require dragging, sliding, or notes of syncopation and tempo
rubato. In her action she was very happy; and as she perfectly possessed
that flexibility of muscles and features which constitutes face-playing
she succeeded equally well in furious, amorous and tender parts; in
short, she was born for singing and for acting.17
Burney himself wrote that
. . . [Faustina], in a manner, invented a new kind of singing by
running divisions with a neatness and velocity which astounded all
who heard her. She had the art of sustaining a note longer, in the opin-
ion of the public, than any other singer, by taking her breath impercep-
tibly. Her beats and trills were strong and rapid; her intonation perfect;
and her professional perfections were enhanced by a beautiful face, a
symmetric figure, though of small stature, and a countenance and
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gesture on the stage which indicated an entire intelligence of her part.
Apostolo Zeno, in speaking of her departure from Vienna, says: 'TJut,
whatever good fortune she meets with, she merits it all by her
courteous and polite manners, as well as talents, with which she has
enchanted and gained the esteem and affection of the whole Court."18
The eighteenth-century Spanish opera historian Stefano Arteaga, in Le rivo-
luzioni del teatro musicalt italiano dalla sua origincfino alpresente, said of Faustina
that "a matchless facility and rapidity in her execution; dexterity in taking breath,
exquisite shake, new and brilliant passages of embellishment, and a thousand
other qualities contributed to inscribe her name among the finest singers in
Europe."19
It was the intention of the Royal Academy of Music that the talents of
Faustina would complement those of Cuzzoni, thus balancing the company's
vocal ensemble at the same time it increased its box-office revenues, which had
begun to decline as early as the 1724-25 season. A personal rivalry between the
singers was neither anticipated nor welcomed; indeed, Handel, in composing
his Akssandrv, was careful to make sure that the parts for Cuzzoni and Faustina
would be equally divided. A comment from Pier Francesco Tosi, an Italian cas-
trato who taught in London in the late 1720s, illustrates the ideal blend of vocal
and dramatic abilities that the Royal Academy hoped to achieve by putting these
two singers on the same stage:
Their merit is superior to all praise; for with equal strength, though
in different styles, they help to keep up the tottering profession from
immediately falling into ruin. The one is inimitable for a privileged gift
of singing, and enchanting the world with an astonishing felicity in
executing difficulties with a brilliancy, I know not whether derived
from nature or art, which pleases to excess. The delightful, soothing,
cantabile of the other, joined to the sweetness of a fine voice, a perfect
intonation, a strictness of time, and the rarest productions of genius in
her embellishment, are qualifications as peculiar and uncommon as they
are difficult to be imitated. The pathos of the one and the rapidity of
the other are distinctly characteristic. What a beautiful mixture it would
be, if the excellencies of these two angelic beings could be united in a
single individual.20
The "angelic beings" were something less than angelic in their behavior, how-
ever.
They began to compete immediately for the affections of the audience, and
the audience, eager for sport, quickly divided into opposing camps. Lady Pem-
broke and Lady Walpole were among the most outspoken admirers of Cuzzoni;
Sir Robert Walpole, Lady Cowper, Lady Delaware, and the Countess of Burling-
ton headed the Faustina faction. The rivalry began innocently enough. After the
1725-26 season ended, Lady Walpole scored a social coup by bringing the two
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singers together at a single party; each one gave an impromptu performance for
the gathered guests while the other was invited to inspect some curiosities in
another room.21 During the same summer, "race-horses were named after them;
'Cuzzoni' and Taustina' ran against each other at New-Market."22
During the 1726-27 season, the rivalries between the singers and between
their admirers became more heated. Colley Cibber, the eighteenth-century actor
and director whose memoirs are a treasure trove of information about this
period, wrote that in social circles
. . . those cosdy Canary-Birds have . . . infested the whole Body of
our dignified Lovers of Musick, with . . . childish Animosities: Ladies
have been known to decline dieir Visits, upon account of dieir being
of a different musical Party. Caesar, and Pompey made not a warmer
Division, in the Roman BJepublick, than those Heroines, dieir Country
Women, the Faustina and Cuzzoni blew up in our Common-Wealdi, of
Academical Musick, by their implacable Pretensions to Superiority.23
Lord John Hervey supported that view:
In short, the whole world is gone mad upon this dispute. No
Cuzzonist will go to a tavern with a Faustinian. And the ladies of one
party have scratched those of the other out of their lists of visits. I was
t'other night upon the water, and heard nothing till three o'clock in the
morning but invocations of one and execrations upon the other. The
next night I went again, and heard the same ceremony performed by
another company, with the names reversed; so that these transient
deities, like the Gyptian ones, are alternately sacrificed to one another.
I can't applaud the taste of my countrymen, who stop die mouths of
these women upon die stage, give diem £ 3,000 a year to come there
to have the pleasure of hissing diem off when they are here.24
Echoing Lord Hervey's comment about "hissing them off," Quantz, in his
report to Burney, also noted the rude behavior of the factions during opera per-
formances: "the violence of party for die two singers, Cuzzoni and Faustina,
was so great diat when the admirers of one began to applaud, those of the odier
were sure of hiss."25
The King's Theatre opened its 1726-27 season on 28 September 1726 with a
series of nonoperatic productions by a company of Italian comedians. Opera
was not presented there until 7 January 1727; the work was Ariosti's Ludo Vero
(repeated five times), and the cast included Cuzzoni, Faustina, and Senesino.
The next opera was Handel's Admeto. Featuring the same singers, Admeto was
"an amazing success,. . . die theater was turned into a pit of revolution";26 it
was premiered on 31 January 1727 and had eighteen repeats through the end of
April. Ottone was revived for two performances (11 and 13 April), probably
because Faustina, who had not been a member of the original cast, was ill at
the time;27 because of die illness, it is not likely that Faustina participated in
the final two performances of Admeto (15 and 18 April) that season, but it is not
 at U
niversity of Sydney on N
ovem
ber 2, 2016
http://oq.oxfordjournals.org/
D
ow
nloaded from
 
D E T H R O N I N G T H E D I V A S I 8 l
known who her replacement might have been. Apparently Faustina was still ill
on 22 April. Bononcini's Astianatte was to have been premiered that evening,
but the performance was "deferred by indisposition of a performer."28 Handel's
Floridante was revived for a single performance on 2 May 1727, and the premiere
of Astianatte did not take place until 6 May.
It might have been better for the Royal Academy of Music to postpone
Astianatte indefinitely. The production was successful enough, but a month later
the relationship between Cuzzoni and Faustina had deteriorated to a point
where it was impossible for the two singers to continue working together. On
6 June 1727, when Astianatte was presented for the ninth time, Cuzzoni and
Faustina actually came to blows.
The London Journal gave a diluted account of the incident: "A great distur-
bance happened at the opera, occasioned by the partisans of the two celebrated
rival ladies, Cuzzoni and Faustina. The contention at first was only carried on
by hissing on one side and clapping on the other, but proceeded at length to
the melodious use of cat-calls and other accompaniments, which manifested
the zeal and politeness of that illustrious assembly?529 The British Journal told
the story in similar words, and comparable reports appeared in Mist's Weekly
Journal and The Craftsman. But Arbuthnot, in a 1727 essay entitled T h e Devil
to Pay at St. James's," wrote far more graphically of the event: "But who would
have thought the Infection should reach the Hay-Market, and inspire two
Singing Ladies to pull each other's coiffs?... It is certainly an apparent Shame
that two such well bred Ladies should call Bitch and Whore, should scold and
fight like any Billingsgate."30
The audience members, of course, enjoyed the disturbance and participated
to the best of their abilities. Arundell points out that "the fracas, it must be noted,
was caused, not by the riff-raff in the gallery but by the society leaders who — we
are always taught— did so much for opera."31 For their efforts, those society lead-
ers who supported Cuzzoni were ridiculed in at least two popular epigrams:
Upon Lady Pembroke's Prompting the
Cat-Calls of Faustina
Old poets sing that beasts did dance
Whenever Orpheus play'd,
So to Faustina's charming voice
Wise Pembroke's asses bray'd.32
Epigram on the Miracles wrought
by Cuzzoni
Boast not how Orpheus charm'd the rocks,
And set a-dancing stone and stocks,
And tygers rage appeas'd;
All this Cuzzoni has surpass'd,
Sir Wilfrid seems to have a taste,
And Smith and Gage are pleas'd.33
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The outbreak of violence during the 6 June performance of Astianattc
brought the 1726-27 opera season to a premature close. The 1727-28 season,
which would be the Royal Academy of Music's last, opened on 30 September
1727 with a revival of Handel's Admeto (repeated five times), presumably with
Cuzzoni and Faustina reconciled enough to work together again. Ariosti's Teuz-
zonc was the first new production of the season; it opened on 21 October, with
Cuzzoni and Faustina in the cast, and had only two repeats. Handel's Riccardo
Primo, Re d'lnghtitcrm was premiered on 8 November, again with both Cuz-
zoni and Faustina in the cast, along with Senesino, who had just returned from
a vacation abroad. Riccardo Primo, with ten repeats, was more successful than
its immediate predecessor, but its box-office receipts were not enough to offset
the Royal Academy's ever more apparent financial and administrative problems.
Mrs. Delany, a fond observer of the opera company, wrote in early December
1727: "I doubt operas will.. . survive longer than this winter: they are now at
their last gasp: the subscription is expired, and nobody will renew it. The direc-
tors are always squabbling, and they have so many diversions among themselves
that I wonder they have not broke up before. Senesino goes away next winter,
and, I believe, Faustina, so you see harmony is almost out of fashion."34
Hogarth, paraphrasing Burney's history, gives a fair account of the reasons
for the company's imminent failure:
Notwithstanding the zeal with which its musical management was
conducted by Handel, the series of beautiful works which he himself
has furnished and the efforts of the first performers of the age, the
affairs of this establishment never prospered. The annual receipts were
always below the expenditure; so that constant demands were made
upon the subscribers of the original capital of 50,000 £, the whole of
which was thus called up and expended in less than seven years. The
decline of the Italian opera, during this period, may be ascribed to vari-
ous causes; one of them certainly was the rivalries which existed among
Handel's principal singers, especially Faustina and Cuzzoni, and the
foolish violence with which the leaders of fashion took part in their
quarrels, in place of joining (as they should have done) in supporting
the entertainment to which both these rivals contributed their talents
without paying any regard to petty jealousies, which never would have
been indulged in had they not been so absurdly instigated and abetted.
The public, too, had begun to grow weary of an entertainment, the
character and beauties of which were, as yet, but little understood in
England, and which had been supported exclusively by the aristocracy,
more for the sake of fashion than from any real taste for the Italian
musical drama.35
The company continued to operate until June 1728. Handel's Alessandro was
revived on 26 December 1727 and had only two repeats. Handel's Siroe was pre-
miered (with Cuzzoni, Faustina, and Senesino in the cast) on 17 February 1728;
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Sine had seventeen repeats, and its success prompted Mrs. Delany to write:
"Operas are somewhat mended within this fortnight; they are much fuller than
they have been any time this winter."36
Handel's next new opera, Tolomeo, was premiered on 30 April 1728. Although
the cast once again included Senesino, Cuzzoni, and Faustina, the opera had
only six repeats; aware of the dark future that faced the company, librettist
Nicola Haym included comments on the declining popularity of Italian opera
in his dedication to the published score. One other production was offered dur-
ing the Royal Academy's final season. This was yet another revival ofAdmcto;
it opened on 25 May 1728 and had only two repeats; the scheduled fourth per-
formance, on 11 June, was "deferred by illness of Signora Faustina."37
Before the Royal Academy of Music officially decided to go out of business,
its directors made an eleventh-hour attempt to rid themselves of the serious
problems caused by the still simmering conflict beween Cuzzoni and Faustina.
At Lady Pembroke's insistence, Cuzzoni had publicly announced that she would
never accept a salary less than that of her rival. The contracts came up for
renewal at the end of the season. Seeing their opportunity, the Academy direc-
tors offered Cuzzoni one guinea less than they offered Faustina. Cuzzoni, as
they expected, turned the contract down. She left England shortly afterward,
and on her departure Ambrose Philips penned this verse:
Little syren of the stage,
Charmer of an idle age,
Empty warbler, breathing lyre,
Wanton gale of fond desire;
Bane of every manly art,
Sweet enfeebler of the heart;
O, too pleasing is thy strain,
Hence to southern climes again!
Tuneful mischief, vocal spell,
To this island bid farewell;
Leave us as we ought to be,
Leave the Britons rough and free.38
Faustina also left England, there no longer being an opera company to
employ her there. Both singers went back to Venice, where they performed in
rival opera companies. In 1730 Faustina married the composer Johann Adolf
Hasse, with whom she lived in Dresden until 1763, then in Vienna until 1775,
at which time they both settled into a comfortable retirement in Venice.
Cuzzoni was less fortunate. Still married to the harpsichordist-composer San-
doni, she returned to England on three occasions: in 1734 for productions
mounted by Nicola Porpora's new Opera of the Nobility company, for the same
company's entire 1734-35 and 1735-36 seasons, and for a benefit concert for her-
self in 1750. By 1750 her voice was almost gone, and the benefit concert was a
failure. Cuzzoni, now an impoverished widow, retreated to the Netherlands
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and landed in a debtors' prison; on her release she went to Bologna, where she
ended her days as a button maker.
The details of the London careers of Cuzzoni and Faustina are interesting, and
occasionally amusing, in themselves. But the details are also significant because
of their richness as source material for the burlesque operas that appeared in
London after the premiere of The Beggar's Opera on 29 January 1728.
Previous attempts at burlesque opera (e.g., Prunella,39 The ComwkMasque of
Pyramus and Thisbe,40 Harlequin-Hydaspes*1) failed largely because their atten-
tion was focused on either Italianate music in general or the dramatic form of
opera seria. Both foci were treated as abstractions, little understood by those
Londoners who had a taste for the Italian opera and completely irrelevant to
the mass audience.
But after the rise and fall of the Royal Academy of Music and its stellar attrac-
tions Cuzzoni, Faustina, and Senesino, the satirists had subject matter with
which the entire population of London could identify. Even persons who had
never set foot in the theater would have known of the hair-pulling fight between
the two divas; even illiterates would have known that opera, in both its glori-
ous and ridiculous manifestations, was something occasionally worthy of their
attention. Although people were previously aware, to one degree or another,
of opera in general, they were now aware of specific personalities and incidents.
Humorists — especially humorists who were men of the theater—were quick
to react. Regardless of the form their satire took, "it is evident that opera next
to pantomime united dramatic satirists. Of all the reasons for the decadence of
the English stage in diis period, it was the popularity of mese two forms mat was
most often attacked as the responsible factor."42
The Cuzzoni-Faustina fight took place in June 1727. Sometime within the
next six months a satire appeared based specifically on the incident. This was
an anonymous one-act play in heroic couplets entided The Contre Temps; or,
Rival Queens: a Small Farce... lately Acted, with great Applause, atH r's pri-
vate Theatre.*3
The play, which is clearly more an allegory dian a genuine theater piece, takes
place in "the Temple of Discord near the Hay-Market." Its main characters —
and their parallels in real life, as noted in the text—are die High Priest to die
Academy of Discord (Heidegger),44 the Professor of Harmony (Handel), the
Princess of Modena (Cuzzoni), the Queen of Bologna (Faustina), and die Chief
of die Choir (Senesino). The Princess and the Queen quarrel, and the odier
diree characters are called in to arbitrate. Heidegger and Handel express their
concern:
HEIDEGGER: Widi bright Faustina we lose all our beams.
And Dukes must die when sweet Cuzzoni goes.
HANDEL: Nor shall the Saxon ever more compose.45
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Like Handel, Senesino includes personal reasons in his plea to the rival divas:
SENESINO: If no respect you have for Senesino,
Think of what sums you leave of ready rhino.46
Cuzzoni makes an issue of Faustina's allegedly low moral character; Faustina
makes an issue of Cuzzoni's physical ugliness. Handel suggests that the two
singers be allowed to take out their frustrations on one another:
HANDEL: Let them fight it out.
Oil to their flames you add to stop their rage;
When tired, of course their fury will assuage.47
The stage directions describe the action that follows:
Faustina lays flat Cuzzoni's nose with a sceptre. Cuzzoni breaks her head
with a gilt leather crown; Handel, desirous to see the end of the battle,
animates them with a kettledrum: a globe thrown at random hits the High
Priest on the temples: he staggers off the stage. . . .
The Queen loses her head of hair and the Princess her nose in the skirmish:
at last the Goddess of Discord inspires Cuzzoni with more than mortal brav-
ery; she plies her antagonist so warmly the Queen is obliged to fly the
Princess follows.48
Senesino doses the allegory with a parable about two dogs fighting over a bone.
He compares the dogs to Cuzzoni and Faustina, and says:
The pageant glory of a title thus
To rage provokes each caterwauling puss:
So much to show of greatness is their care,
They'll lose the substance for a puff of air.49
Theatrical works containing satire directed against the Italian opera were
common during the final years of the Royal Academy of Music. Usually their
focus was more general than that of The Contre Temps, but occasionally they
were just as specific and just as sharply barbed. One of these was Lewis
Theobald's Rape of Proserpine, a comic opera with music by John Ernest Gal-
liard50 that premiered at the Lincoln's Inn Fields Theatre on 13 February 1727.
It was favorably compared to Italian opera by at least one commentator: "It is
of the Nature of Pantomimes, partly grotesque, and partly vocal, but far exceeds
all ever yet shewn, in the Magnificence and Beauty of the Scenes, the Number
and Richness of the Habits, as well as the Fable which is purely poetical, as the
Italian Operas ought to be."51
Roger Fiske observes that "much of [Galliard's music is] fully operatic and
of good qualityf52 Most of Galliard's airs for The Rape of Proserpine are elegant
little pieces in the Italian style, composed with no apparent satirical motives
obvious in the music itself. The final song, however, is in a markedly different
style. Its simple-minded tune alternates with a one-note recitative, and the
lyrics—in crude dialect that suggests a strong xenophobia —take aim at both
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the foreigners currently performing in England and the popular native enter-
tainments of the day (ex. i):
A verry pretty Fancy a brave Gallante Show,
A verry pretty Fancy a brave Gallante Show,
E Juste Come from France a pretty Fancy,
E Juste Come from France toute Noveau.
Recit.: De first ting be de true picture of de
Great Magnificent Citty of Londre
Dat fill Every part of de world vid Surprize
pleasure & vondre
Here be de Cuning French de vise Italien
& de Spaniard Runne,
and vere Can dey Go Else marbleau, to gett
von Quarter of de Money.
A verry pretty Fancy &c.
And for de Diversions dat make a de Pleasure
For dis Great a town
De be so many fine so Pleasant so Cheap
As never vas known
Here be de hay markett vere de Italian OPERA
Sweetly Sound
Datt Costa de brave Gentry no more as
Two hundred tousand Pound
A verry pretty Fancy <&c.
Here be de famous Comediens of de world
de troupe Itallien
Datt make a de poor English veepe
Because de vill troup home again
De toder place be Mademoiselle Violante
Shew a tousand trick
Shee jump upon de rope ten Stories high
And never break her Neck
A verry pretty Fancy &c.
Here be de vise Managers Shew all de visdom
Of deir Brain
Dat make a fine ting of Wagner & Abericock
In Drury Lane
See how dey tourne about for dier own diversion
In de flying Chair
So Prodigious Entertainment Vill never be again
Dis tousand Year
A Verry pretty Fancy a brave Gallante Show &c.53
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Example i. Theobald and Galliard, aA verry pretty Fancy? from The Rape of Proserpine,
4th ed. (London: T. Wood, 1727), p-17
Jl
 > 1 Jl a P ip p ' ' r p
A Ver - ry pret - ty Fan • cy a brave Gal - Ian - te Show, A
n i r r i r J i J ^m
J'
 B n J J'
vcr - ry prct - ty Fan - cy a brave Gal - Ian - tc Show; E Jus • tc Come from
r r 1 r J r fJi J-
J J'-Jl J ' B p Jm
France a pret - ty Fan - cy, E Jus - tc Come from France tou - te No - veau.
Rccit:
Jt Jl Jl
De first ting be de true pic - ture of de Great Mag - ni - fi - cent
Ji
Cit-ty of Lon-dre Dat fill Eve-ry part of de world vid Sur-prize plea-sure & von-drc
Here be de Cu - ning French de vise I - tal - ian & de Spaniard Run-ne, and
Da Capo
f j ' J' J' J J' J' Ji J> J' Jl Jl Jl J* J
vcrc Can dcy Go Else mar-bleau, to gett von Quar-tcr of de Mo - ney.
Of die nondieatrical satirical writings diat appeared in the last days of the
Royal Academy of Music, die two diat most specifically dealt with Cuzzoni and
Faustina were a 1728 collection of essays entided The Touch-Stone and die sec-
ond edition (1729) of Henry Carey's Poems on Several Occasions.
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Although The Touch-Stone was published under the pseudonym "A. Prim-
cock," most scholars agree that it was the work of James Ralph, a Philadelphian
who traveled to England with Benjamin Franklin in 1724. A scholar as well as
a wit, Ralph was able to give accurate descriptions of the London theatrical
world and at the same time articulate his very personal opinions of it. The full
tide of his collection is
The TOUCH-STONE: OR, Historical Political, Philosophical, and
Theological ESSAYS on the reigning Diversions of the Town, Design'dfbr
the Improvement of all AUTHORS, SPECTATORS, and ACTORS of
OPERAS, PLATS, and MASQUERADES. In which every thing antique or
modern, relating toMUSICK, POETRY, DANCING, PANTOMIMES,
CHORUSES, CAT-CALLS, AUDIENCES, JUDGES, CRITICKS,
BALLS, RLDOTTOS, ASSEMBLIES, NEW ORATORY, CIRCUS
BEAR-GARDENS, GLADIATORS, PRIZE-FIGHTERS, ITALIAN
STROLLERS, MOUNTEBANK STAGES, COCK-PITS, PUPPET-
SHEWS, FAIRS, and PUBLICKAUCTIONS, is occasionally handled.
By a Person of some Taste and some Quality. With a PREFACE, giving
an Account of the AUTHOR and the
Of the seven essays contained in The Touch-Stone, the first is the one that deals
most extensively with opera. Its opening twelve pages are taken up with a
remarkably thorough history of opera in general and its introduction into Eng-
land. Then comes a neat summary of the four most popular arguments against
Italian opera, followed by eight pages in which these arguments are countered.
Ralph seems altogether logical in his defense of Italian opera, especially its
purely musical aspects, and he concludes with this statement: "I am so far
charm'd with our present OPERAS, though perform'd in Italian; that I look
upon them as compleat Entertainments in their Way; that is, to the last Degree
perfect, as to the Article of MUSICK; which is the only Point they aim at."55
The satire of The Touch-Stone begins in earnest when the author offers sug-
gestions as to how the native English opera can be raised to the same level as
that of the Italian. In a nine-page passage, the author subtly attacks the appear-
ance and stage mannerisms of most of the Italian singers connected with the
Royal Academy of Music company, and he mocks the subject matter of Italian
opera by proposing suitable topics for English operas.56 After mentioning the
story of'Tom Thumb," he notes that "Cu ni in Breeches would make a
delightful Tom Thumb."57 In conjunction with a telling of a story called The
Children in the Wood," he suggests that T na's Shakes and Graces qualify
her as Nurse to the Two Children " and that the castratos Senesino and Baldi,58
"as they can equally act the Parts of Boys or Girls," could represent the chil-
dren.59 And he saves his best shot for Cuzzoni:
As for our little Warbler Cu ni, though last mention'd, yet neither
despis'd, nor forgot; we can here fit her with the finest Part, she ever
shone in. As her Size and Voice will furnish out a might pretty Bird, she
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shall sing the Part of the Robin-Red-Breast, which covers the dead
Children with Leaves: She shall be usher'd in by a Cock-Sparrow, and
allow'd two Tom-Tttts to hold up her Tail.60
The Touch-Stone was published sometime in 1728; it is dear from die refer-
ences to both The Beggar's Opera and to Cuzzoni, Faustina, and the other Ital-
ian singers engaged by the Royal Academy of Music that it was written during
the first five months of that year. It was a popular work and was brought out
in subsequent editions in 1729 and 1731, the third edition bearing the subtitle
T h e Taste of the Town: or, A Guide to all Publick Diversions."
A year after die first appearance of The Touch-Stone, Henry Carey published
the second edition of his Poems on Several Occasions, which contained consider-
ably more material than did the original 1713 edition. Carey was born in York-
shire around 1687 and earned his living primarily as a schoolteacher and a
songwriter for the playhouses. His first theatrical work was the 1715 farce The
Contrivances, or More Ways Than One, which he transformed into a successful
ballad opera in 1729; his only significant work before this was another farce,
Hanging and Marriage, or The Dead Man's Wedding, which was performed only
once, in 1722. Up to this time Carey regarded his literary work as a mere diver-
sion. "Poetry being my amusement, not my profession," he wrote in the pref-
ace to the 1729 edition of his Poems, "the following pieces appear in a much
worse light than otherwise they would were I less taken up with business."61
Perhaps because it is the work of an amateur, the anti-Italian burlesques con-
tained in this collection sparkle with more wit, and bite with rather less venom,
than do many of the previous attempts in the same genre.
The major anti-opera pieces in the 1729 collection are "Blunderella, or The
Impertinent: A Tale," a mock-narrative that Fiske calls "a sort of sequel to The
Rape of the Lock,'"62 and "A Satire on the Luxury and Effeminacy of the Age"
a poem that is heroic in style and almost patriotic in tone.
Unlike the author of The Touch-Stone, Carey is not shy about addressing by
name the objects of his satire. The setting for "Blunderella" is a fashionable tea-
party during which the tide character urges one of her guests — named Belinda
— to sing:
At length, unwilling to appear
Affected, peevish, or severe,
The lovely virgin run'd her voice,
More out of complaisance than choice,
While all were with her musick pleas'd
But she who had the charmer teas'd,
Who, rude, unmanner'd and abrupt,
Did thus Belinda interrupt.
Madam, said the affected thing,
Did you ne'er hear Squallinda sing?
Fve heard her sing that very song
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Would charm the whole seraphick throng;
Of all the singers, her for me,
She sings so sweet, so dear, so free.
But, madam, can't you sing another?
That song, I hope, has got a brother.
Let us have that which the Faustina
Sings when she hangs on Senesino.
Its name I have forgot; no matter;
Tis that which makes the boxes clatter.
Or, madam! . . . but I beg your pardon
There is a song that in the garden
Cuzzoni sings unto her son.
That or another, all is one.
Belinda blush'd with shame and rage;
But yet, unwilling to engage
So bold a foe in such a fray,
She let the creature have her way;
And tho' at sight she sang her part,
And was a mistress of the art,
Pleaded her want of voice and skill,
Which made Blunderella prouder still,
She talk'd of singers and composers,
Of their admirers and opposers,
Of the Cuzzoni and Faustdni,
Of Handel, and of Bononcini;
One was too rough, t'other too smooth;
Atillio only hit her tooth,
And Tamo Tanto was a song
Would give her pleasure all day long.63
A discussion of Italian singers and Italian opera in general follows, and the
satire — of the rivalry between supporters of Cuzzoni and supporters of
Faustina, of the fashionable opinions of the superiority of Italian music over
English music, of the pretentious and uninformed upper-class patrons — is dear
in every stanza.
Carey's "A Satire on the Luxury and Effeminacy of the Age" resembles parts
of The Touch-Stone in.both its content and its dignified literary style; it is cast in
couplets of iambic pentameter, not at all like the lyric verse of "Blunderella,"
and it contains many allusions to dassical literature. Although not a burlesque,
the poem is nevertheless quite specific in its attacks on the "damn'd Italian
pathetic mode."64 In it, after vidously mocking the appearance and mannerisms
of the supporters of Italian opera, Carey notes that
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Example 2. Anon., "Oh, London Is a Fine Town"
^ ^ j J J
J 1 ftr j j 1 J J J J 1 j
They talk not of our army and our fleet,
But of the warble of Cuzzoni sweet,
Of the delicious pipe of Senesino,
And of the squalling trull of Harlequino,
Who, were she English, with united rage
Themselves would justly hiss from off the stage.65
Carey suggests that even though English singers are in most ways superior to
the Italians, the supporters of Italian opera are too involved in the fashionable
operatic "scene" to notice:
They'll talk of tickets rising to a guinea,
Of pensions, duchesses, and Bononcini;
Of a new eunuch in Bernardi's palace,
And of Cuzzoni's conquest or disgrace.66
Besides "Blunderella" and "A Satire on the Luxury and Effeminacy of the
Age," many pieces in Carey's Poems contain barbed references to Italian opera.
But die other specific jabs at Cuzzoni and Faustina are found primarily in a pair
of songs and in a mock-lament in dactyllic tetrameter.
The rivalry between the two Italian singers, and their overshadowing by the
Polly Peachum character in The Beggar's Opera, are part of the subject matter of
"The Beau Monde." The tune to which the song "Oh, London Is a Fine Town"
is sung (ex. 2) was used by Gay as the seventh air ("Our Polly Is a Sad Slut") in
The Beggar's Opera; in Carey's setting, the opening stanzas go right to the mark:
Oh, St. James' is a lovely place,
Tis better than the city;
For there are balls and operas,
And everything that's pretty.
There's little Lady Cuzzoni,
And risking Dame Faustina;
The deuce a bit will either sing
Unless they're each a queen-a.67
The triumph of The Beggar's Opera over Italian opera, specifically the triumph
of Polly Peachum over the Italian divas, is celebrated at greater length by Carey
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Example 3. Henry Carey, "Sally in Our Alley?from The Works of Mr. Henry Carey,
2d ed. (London: By the Author, 1726)
EPI rpcjppi r p
Of all the Girls that ire so Smart,_ there's none like pre - ty Sally;
She is the dar - ling of my Heart and She lives in our Al-lcy.
there is no La - day in the Land, is half so Sweet as Sal - ly,
She is the dar - ling_ of my Heart, and she lives in our Alley. .
in a song entitled "Polly Peachum." Although not so indicated in the 1729 edi-
tion of Poems, the tune is obviously that of Carey's well-known song "Sally in
Our Alley" (ex. 3). In this case, too, the first two stanzas deal directly with the
rival divas:
Of all the toasts that Britain boasts,
The gim, the gent, the jolly,
The brave, the fair, the debonair,
There's none cry'd up like Polly;
She's nVd the town, has quite cut down
The opera of Rolli;
 at U
niversity of Sydney on N
ovem
ber 2, 2016
http://oq.oxfordjournals.org/
D
ow
nloaded from
 
D E T H R O N I N G T H E D I V A S 1 9 3
Go where you will, the subject still
Is pretty, pretty Polly.
There's Madam Faustina, Catso!
And eek Madam Cuzzoni;
Likewise Signor Senesino
Are tutti Abbandoni:
Ha, Ha, Ha, Ha, Do, Re, Mi, Fa,
Are now but farce and folly;
We're ravished all with Toll, Loll, Loll,
And pretty, pretty Polly.68
The last specifically anti-Italian item in Carey's Poems is the mock-lament on
the departure from London of Senesino after the Royal Academy of Music
ceased operations.69 The title itself—"A Sorrowful Lamentation for the Loss of
a Man and No Man: In the Simple Style"— is an attack on Senesino's status as
a castrato, and the last two of the ten quatrains focus on the perceived avarice
of Italian singers:
A curse upon silver, a curse upon gold,
That could not my dear Senesino withhold;
Twas gold that first tempted him over the main;
Tis gold has transported him thither again.
Adieu to Faustina, Cuzzoni likewise,
Whom parties of courtiers extol to the skies;
Adieu to the op'ra, adieu to the ball!
My darling is gone, and a fig for them all.70
To these poems must be added one other that Carey published in 1729. It did
not appear in his Poems but, rather, was written as the epilogue to Colley Gib-
ber's pastoral play Love in a Riddle. Intended to be sung to the tune of "Sally in
Our Alleyf 71 the epilogue is in essence a defense of Gibber's largely unsuccess-
ful work;72 in the first two stanzas, Carey suggests that the main reason for the
failure of Gibber's pastoral is the popularity of the Italian singers:
Since singing's grown so much in vogue
With this harmonious nation,
Tis fit we suit our epilogue
Unto your darling passion.
Then from the courtier to the cit,
As France has done before us,
Let box, let gallery and pit
All bear a bob in chorus.
We want, Alas, the voice and gift
Of charming Senesini;
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Permit us, then, to make a shift
With Signor Cibberini.
What tho' his lays he cannot raise
To soft Cuzzoni's treble,
Like Chaucer's clerk our tuneful spark
Can squeak a sweet quinible.73
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